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1. Problem and purpose of the research
This article could be a proposal for artistic action,
using a methodology inspired in the process of cul-
tural change operated in East Asia since the middles
of the XX century, where amazing cultural transfor-
mations have merged as a result, including art and art
education.
Although we do not normally think about it, we
all know that some things that were originally from
West, once imported to Japan, then, would be re-
exported to West as new culture. When we speak of
the local and the global, we are aware of the relativity
of these concepts if we analyze the cultural exchanges
and their typical rounds trips between East and West.
Additionally of those well documented exchanges,
there have been similarities and relationships that
have been completely unnoticed, such as the similarity
between the Spanish visual poet Felipe Bosso and the
Japanese visual poet Niikuni Seiichi, and specially the
relationship between the Spanish painter Miró and the
Japanese poet Shuzo Taquiguchi.
Turning to art education, and related to the im-
pact of Japanese visual culture, Nobuo Tsuji (2005:
125), in his book, History of Japanese Art (Nihon
Bijutsu no Rekishi), wrote, “Japanese comics have
been known globally as ‘manga’, and in Japan, they
have been taken up as exhibition themes of museums,
being frequently critiqued.” The words, “manga” and
“anime” - a Japanese abbreviated word for ‘animation’,
are accepted internationally. Isao Takahata (1999)
called “choju-giga” (caricatures of frolicking animals
and birds) ‘12th -century animation’, and explains that
they were drawn in the similar manner as today’s
‘anime’. He says that the culture of painting and
drawing that had been originally imported from China
became Japanese painting, and that already was the
origin of today’s ‘anime’. In the art education guide-
line for junior high schools set by the Course of Study
that defined the standard of Japanese education in
1998 includes as its contents, ‘video image, manga,
media art and illustration, and its 2008 revised version
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Abstract
This article, conceptually, is based on the learning process involved in the own culture appropriation through the
art concepts attached to uniqueness and reconstruction. According to this, the Modern Asian art could be considered
a methodological model for cultural reconstruction, transferable on the one hand to the Spanish sense of uniqueness,
on the other hand we could think over its big potential for art education. Although a sort of cultural deconstruction was
carried out by the Spanish painter Goya at the beginning of the XIX century, we will pay attention to the East Asia art
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originally, intended to create and upload pictures of artworks whose subject was related to the revision of the icons of
what we usually meant by “Spanish” or constituent a sort of Spanish imagery in a national sense of uniqueness.
Initially, it began as a proposal on Facebook, where a number of artists worked out with this purpose. Nevertheless,
soon after it was more than evident the benefit of making real objects in clay, through the earthenware, is a very
ancestral material and technique used in Spain from the Neolithic Age. It follows that the term clay evolved into
another: reci-clay-Spain. Finally, we will point out some reflections about the use of this methodology for art education
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alsoincluded,thoughtheirpositioningwasshifted,in
the・pointsofconsideration・.
Thus,ifwedoconsiderthecontinuouschanges
operatinginartandarteducationinEastAsiaand
specificalyinJapan,thismethodologypointout
everymanifestationofthenationalculture.
Thechalengeofthisartmethodologyistore-
worktheiconsthatarepartoftherepertoireofthe
colectivememory,sometimespresentinahidden
cornerofourhomesasasouvenir.Inthisway,recal-
ingtheideaofglobalsouvenir(lowculture),doesop-
eratestheSnakeKity(pictures3,4,5),afterthe
HeloKitycharactercreatedbytheJapanesemultina-
tionalSanrio.Thischaracter,originalylocalanda
consequenceoftheJapanesecommercialvisualcul-
ture,hasbecomeasortofconsumerism・sglobal
Goodness.Inthisproposal,Kityishybridizedwith
theMinoanSnakeGoddess(pictures3and4),also
availableasaculturalsouvenir(highculture).The
MinoanisastrongsubtractintheMediteraneancul-
turewhichistheground,inadditiontotheAtlantic
andCelticculture,oftheSpanishidentity.
Thisisacalforthecombinationofmemory
(heritage)andpresent(globalization),aninvitationto
workwiththoseimagesthatsomehowconstitutesa
colectiveideaofwhatSpanishness[oranyelsena-
tionality]is;admitingifsuchaconceptdoesefec-
tivelyexists.
2.Assimilation,transformationandcultural
appropriationinEastAsia
Historicaly,theEastAsiancultureshavebeen
changingandprogressingalongthecenturiesindif-
ferentcycles;butcurentlyweassociatetransforma-
tioninAsiawiththeopeningofAsiancountriestothe
internationaltrade.Thereareprecedents,likethe
rangakucultureinJapanortheinfluenceoftheItalian
painterCastiglioniintheKangxiemperorcourtin
China.Butifwedoregardtotheculturaltransforma-
tionoperatedinEastAsiaasasortofwesternization,
theprocessdoesappearduringthesemicolonialrule
operatedaftertheOpium・sWarbetweenChinaand
Britain,andduringtherisingoftheMeijierainJapan
(aftertheBlackShipsarival).Thishappenstooccur
duringthesecondhalfoftheXIXcentury,andunder
thepressureofthewesternpowersintheEastAsiare-
gion.Clark(1998)linkstheassimilationprocesswith
thathecalstransfermodels,whichbasicalyrelyon
thepoliticalsituationandthesocio-economicstruc-
tureofcountriesofEastAsiaoverthelast150years.
Inrelationtothesetransfermodels,therearebasicaly
threecontextsinwhichtheassimilationiscariedout:
noncolonial,semicolonial,andcolonialrule.Inaddi-
tionIpointoutthatthereisanotherinterestingcontext
thatIcalimperialist.Inthissense,remarkableisthe
caseofJapan,whichhasgonethrougheachofthese
models,includingtheimperialist,whichwouldmake
Japanamodelandreferenceinthecountrieswhere
assimilationisnotsothoroughlydocumented.
AlthoughassimilationinChinaandJapanwas
firstly focused on technology (undertheNeo-
Confucianism conceptsofessencet・iforeastern
thinkingandfunctionyungforwesterndevices),soon
afterwasaddressedtophilosophyandart.Therefore,
wewouldliketopointoutthefigureofErnest
Fenolosa,anAmericancitizenfromSpanishorigins,
whichhelpedfoundtheTokyoSchooloffineArtsand
theImperialMuseumofTokyo.Fenolosahelpedas
weltocreatetheartconceptsofNihongaandYoga,
closelyrelatedtolocalanduniqueness(local)versus
academicandstandardized(global).
ThefirstatemptstohybridizetheWesternphilo-
sophicaltraditionandtheEasternwascariedoutby
NishidaKitaro whosephilosophy,according to
Oshima(2006)couldbesummarizedintwopoints:
thevindicationofanEasternthoughtbasedonthe
logicoftheplace(locuscentrism)andthedialecticof
nothingness,againstaWesternthoughtbasedonthe
reason(logocentrism).AfterNakagawa(2006),thisis
thereasonwhichexplainstheimportancegiveninthe
easternculturetotheemptyspaceconcept無 (muin
Japaneselanguage).
Folowingwiththetransformationsoperatedin
thelocalcultureinEastAsia,thesewerecatalyzed
undertheefectsofassimilation(Romero2008),and
producedtheinterestingparadoxthatthe・same・turns
intothe・other・:assimilationgeneratesdiference;
thereforewedoconsidersamenessanddiferenceas
connectedconcepts.Ontheotherhand,therearea
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numberofeasterndistinctiveelementsbasedonacul-
turalheritagesharedbyEastAsiancountries,e.g.the
ChineseWriting;genresandtraditionalarttechniques
suchasCaligraphy,LandscapePainting,andlinear
formats(ScrolPainting).Nottomentionthephilo-
sophicalconceptionsofBuddhism andTaoism,as
welasitsaestheticimplications.
Thisprocess,withthesestages,couldperfectly
suitstoothercultures.InSpainwecouldfindthatthe
diferenceinrelationtootherEuropeancountriesrely
preciselyonthehybridizationofmanyculturallayers
afterdiferentcivilizations(asdidJapan,Spainhas
beenthroughnoncolonial,semicolonial,colonialand
imperialstages),
Oneofthemeaningsofdiferenceisthevariety
betweenthingsofthesamekind.Anothermeaning,
takenfromthefieldoflogic,wouldbethepropertyof
thosethingsthatpossessinganatureorcommon
Constitution[suchasart],theydiferordiferentiate
themselvesinsomecharacteristics,whetheressential
oraccidental.
Aristoteles(2014),intheOrganon,considersthe
diferenceasoneofthepredicableoruniversalcon-
cepts.Thescholastictradition,rankedtheuniversal
conceptsingender,kind,diference,property&casu-
alty,creatingtheframeworkformedievalphilosophi-
cal-theologicaldevelopmentofthelogic,e.g.howwe
think,howweknowandhowweknowreality,some-
thinglikethegerm ofpositivism andrationalism
precedent,articulatedthroughthedialecticandrheto-
ric.
ThereisaWesternphilosophicaltraditionthat,
accordingtoDeleuze(2011),presentsafalseideaof
diference,replacingtheafirmationofdiferenceas
suchbyitsnegation,tosubsumeitintoasuperior
identity.Agameinwhichthediferenceiscanceledto
findaconceptualsuperstructurethatisstronglyre-
latedtoWesternthoughtandphilosophy.Inopposi-
tion,Nietzsche(2000)celebratesthemultiple,the
manifold,therandom,thediferenceinitself.
Toovertakethisambitioustaskwewilmanage
theconceptsofdeconstruction,appropriationand
reconstruction,whicharestronglylinkedtoPostmo-
dernismintheglobalartisticpanorama,buthavespe-
cificfeaturesinEastAsia(Romero2008).
Thesespecificfeaturescanbedrawoutfromthe
artworkswhichareusedtoexpressanewgazeover
theownoruniqueandovertheglobal.Thepicture,
takenbyShinoyamain1966,oftheJapanesenovelist
MishimaperformingasSt.Sebastian,trulyopensthe
periodofAsianartthatisconsideredtobemarkedby
reprocessingtheWestern・sculturein ordertopro-
duceaculturalhybridization(Romero2008).
Thispicturemeansthebeginningofalongseries
ofartistsinEastAsiawhichhaveenteredintothe
waveofglobalized postmodern appropriationism
trend.
Appropriation,originaly,mightperfectlyreflect
theWesternpreoccupationabouttheauthor,including
intelectualproperty,inoppositiontotheEasternmen-
tality,wheretherewasnotsuchastrongconcern
abouttheseissuesofauthorship.Inthissense,Wu
Hung(2007)quotesLengLin,whonoticesinChinese
artistsamanifestationofwiltoshareaglobalcom-
munityinChineseappropriations,sinceagroupof
paintersandphotographersprovideimages,oftensa-
tirical,oftheintimaterelationshipbetweenChinese
artandtheprocessofgeneralglobalizationlivedin
themiddleninetiesoftheXXcentury.
Chineseartistsblendstheirownimageswithfor-
eignsymbolsasplacingthemselvesinafictitious
postmodernenvironment,producinghybridimagesin-
volvingculturalidentitywithanexaggeratedsenseof
cosmopolitanism.
Inopposition,inthecurentKoreanreconstructive
panorama(Romero2008),sensitivityismoredirected
towardalostnature・senvironmentandtoareligiosity
thatrangesfromBuddhismtoChristianity.
Theconceptsofdeconstructionandreconstruc-
tionarepartialyrelatedtoasortof・BacktotheFut
ure・,wherepresentandfutureareinvolvedinarein-
ventedandeclecticpast.Thisnewreadingofhistory
flowsintoasortofMagicRealismclosetoanostalgic
aesthetic,whichisoneoftheessentialkeypoints
(Romero2008)tounderstandtheMiyazaki・sfilms.
Theadaptationoftheseconceptstothemethodol-
ogythatwedoproposeisrelatedtothecreativity
conceptsoffantasy,flexibility,problemsolving,re-
combination(hybridization),andoriginality.Although
theculturalidentityissueiscrucialintheworkof
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manyartists,thismethodologyintegratesitcon-
sciouslyonthecreativeprocess.
3.Hybridation,dialogism andreconstruc-
tion
InspiredbySocrates,thedialogicrhetoricof
Bakhtin(1984)isawaytocompareourownideasin
relationtoothers,inrelationtoculturaldiferences.
Thismakesparticularlysuitabletothisresearchthe
notionofhybridizationsuggestedbyBakhtinasa
formofculturalnegotiation,negotiationbasedona
dialoguethattranscendsthediscursiveuniqueness.
Theinterestinthedialogicmethodis,accordingto
Bakhtin,thefactthatweonlytrulyunderstandour
ownculturefromthepointofviewofothercultures.
ThenotionofBakhtinabouthybridizationisaformof
culturalnegotiation,theperceptionofaculturefrom
theperspectiveofother,comparingwhichisthebest
ineachofthem,butnotfromaconfrontation.Inaddi-
tion,theideaistonegotiatetheother・spointofview
withyours・s.
AfterZappen(2000),thereisadiferencebe-
tweentheAmericanconceptofMulticulturalism,
whichemphasizestherightsanddignityofindividu-
als,consideredas・minoritiesthemselves・,withthe
RussianconceptofTransculturalism,whichbasicaly
assumethateachofusisincompletewithoutthe
other.Uponthis,notahuman(andnotaculture)isa
completeentity,soalofusarecaledtorestore,
throughourperceptionsandculturalconcerns,the
wholetotalitythatnature(andlocal/globalculture)
doesnotgiveus.
Inthismethodology,bothconceptsofdiference
andassimilationarepartofaprocessofcontinuous
dialogicexchange.Botharediscussedinthesocaled
・thirdspace・byBhabha(2000),whodescribescul-
turalhybridity,asthedebatebetweenthe・self・and
the・other・,whichdoesnotimplyinnowaytheend
oftheculturaldiference,rathertheopposite.
Thedesireofthediferenceisakeypointwhen
approachinglocalartindiferentcultures,mainly
thankstotheguaranteeofcommercialsuccess.Inthis
sense,Zohar(2000)saysthattostablishtheunique-
nessofanotherculturecanbeproblematic,sincein
thecaseofJapan(andothercountries),theproblem
liesintheestablishmentofessentialistreadingmodes
forthereadingof・Japanese・,andthenonemustbe
preventedonthe(Western/Other)desireofthe
Japaneseasauniqueculturalspace.Theresultofthis
desireproducesexhibitionsofJapanese(orothercul-
tures)whichaimtoshowthemeaningsandobjects
representingaccording,totheWestern/Exoticimagi-
nation,・diference・anduniquenessoftheculturein
question.
Thiscouldbeperfectlyappliedtotheforeign
gazeovertheSpanishsenseofuniquenessandiden-
tity,builtonthestereotypescariedoutduringthedic-
tatorshipofFranco.Thedictatorshipsucceedcreating
afriendly,na・veandbackwardimageofSpainforthe
tourismindustrythatcouldbecondensedinavery
simplisticdiscourse,basedontheessenceofthe
Spanishfakeuniqueness.Asaresulttwointeresting
sentenceswereextendedwidelybytheTourismmin-
ister:・Spainisdiferent・(becauseofthecatholic
essentialismandtraditions)and・Everythingunderthe
sun・(becauseinSpaintherearenowories:fiesta,
flamencoandsiesta).Thisfictionhasbeensodeeply
instaledthatnowadays,indespitetheSpanishscien-
tificandtechnologicalachievements,stilremainin
thecolectiveconsciousness.Thesestereotypes,origi-
nalycreatedfortheforeigners,whereassumedlike
authenticbymanySpanishwhoignoredthefiction
builtontheirownculture.
Comingbacktotheprocessescariedoutby
Asianartists,theythinkabouttheirownculture
throughoutthereview,transformationandhybridiza-
tionofanumberofnationaliconsandartgenresand
proceduressuchascaligraphy,scrolpainting,sumi
painting,suibokuga,potery,etc.Thisabilitytorevisit
thetradition,remakingandremovingthelandoftheir
roots,hasbeenperformedbyJapanese,Koreanand
Chineseartists.
Asitwaspointoutbefore,thereworkofSpanish
symbolsandiconsisnotnewfortheSpanishart・shis-
tory.FranciscodeGoyawasthefirstmodernartist
whoanticipatedtheconceptofdeconstructionandap-
propriationofhisowncultureasitmaybefoundin
hisseriesof・Caprices・and・Folies・.Onehundred
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andtwentyyearslater,intheXXcentury,thefamous
SpanishartistDaliandthefilmdirectorBu?uelmade
thefilm・Unperoandaluz・(AnAndalusianDog,
1929),wheretheydeconstructsomefeaturesofthe
Spanishculture,whicharespecialyrelatedtothesur-
realismmovement.
4.Theartworks:Estrangement,uniqueness
andglobalization
Theestrangementisanimportantconcepttoget
thenecessarydistanceifwewanttocaryoutthere-
constructionprocess.
Relatedtotheconceptofestrangement,Huizinga
(inParkes,2000,p.339)invitestoevokethememory
ofanation,imaginingandenjoyingitinavision.
After,itwilbeperceivedthebeautyofhisart,the
vigoroftheirlifestyle,theirhistory,theirlandscapes,
thewisdomofhisthought;thescentoftheirvineyards
..PerhapsHuizingawouldagreethatthisismainly
essentialismthinking.Nevertheless,thiskindofevo-
cationcouldhelpustofeelestrangementwithour
owncultureifwedoapplywhatwedofeelwhen
evokinganothercountriesandcultures.
Brown(2000)pointsouttheexperienceofthe
JapaneseartistAkioTakamori,andtheimportanceof
theculturalintersectionslivinginanothercountry,
whichisnoticeableinTakamoryartworks,whichre-
flectnostalgiaandmemories,theideaoftheartistre-
lated to thequality ofbeing Japaneseabroad.
Takamorihasbeenmanagingtheissueofidentity.
SincehelivesintheUSA,healwayssaystobecon-
sciousofbeingAsian(figure)inasocietythatis
mostlyCaucasian(background).Conversely,whenhe
isinJapan,lookslikeafigureagainstthesameback-
groundwalkingwiththecrowd.Socuriousaboutfig-
ureandbackground,hewilsearchavisuallanguage
onceramicstoexpressthesefeelings.Therefore,
TakamorinoticedestrangementinUSAbutalsoself-
estrangementinJapan.Whenyouseesomethingor
someoneagainstadiferentbackground,itisper-
ceiveddiferently.Inotherswords,figureandback-
groundarecloselyrelatedtodiferenceandsameness.
Thesearenotalwaysperceptible,notmaterhow
muchweatempttocreateandestablishconnections
betweenlocalsymbols,traditionsandglobalization.
Intheartworksthatwedopresentinthisresearch
wemanageanumberofconcepts:butmainlyself-
estrangement,assimilationandreconstruction.Another
referencerelatedtopostmodernismandestrangement,
arevisualstrategiessuchas・visualmetaphors・and
・impossibleobjects・,whicheasilycanbenoticedin
theartworksoftheSpanishartistMadozandthe
FrenchartistCarelman,respectively.
Withregardtothereconstructionconcept,we
wouldlistsomeconsiderations:
1.Remarkably,Spainislivingaspecialtimeand
manythingsarechanging,socialyandeconomi-
caly,in addition localnationalismsarising.
Besides,thebigcrisisthatbegunin2008,has
openedatimeforquestioning,timeforreflection.
2.ThereisabigpotentialfortheSpanish・ssenseof
uniqueness,withanumberoftraditionaliconsand
symbolstorework.Nevertheless,inSpainthis
senseisassociatedtoaformerundevelopedstage
ofthecountry,andsubsequentlyisadificultmat-
ter.
3.Thethirdisrelatedtopoliticsandreligion,specifi-
calytoasortofcatholicconservativereconstruc-
tionwave.Thispointmeansapoliticpositionand
apotentialreligiousconflictwhosedirectprece-
dentistheSpanishCivilWarintheXXcentury.
4.UsualyinSpain,thetermuniquenessisassociated
withlocalandpopularculture,subsequentlylow
culture.Incontrast,theglobalarttrendsareasso-
ciatedtohighculture.Contradictorily,forcurent
arttrends,influencedbypostmodernism,thecon-
ceptslow,high,localorglobalhaveaflexibleand
ambiguousconsideration.
ThementionedconflictinSpainispartlyrelatedto
thesocialcohesion.Wewilconnectthesocialcohe-
siontotheparticularwayofconsideringthemember-
shipofeachindividualtoasocialgrouporanother.
Tada(2007)hasappreciateddiferentdegreesofaf-
filiationtotraditionandmodernity.
Thereisawiderangeofcombinationsbetween
these,andamultitudeofculturalvariations,whichnot
alwayssatisfiestheSpanishsocialcrisis.
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Altheilustrations,exceptingthepicture2(Zhou
WenduafterDuchamp),havebeenmadeinorderto
reconstructtheSpanishsymbolsusingthetechnique
ofearthenware.Alofthemarebasedoniconsofthe
Spanishpopularculture,butequalyalofthemare
hybridizedwiththeglobalculture,embodiedinthe
picture3byHeloKity(low)andbytheFrenchartist
Duchamp(high)inthepicture6.
Ascanbeexpected,itisrealydificultandcom-
plextodealwiththisidea,sinceidentityisbuiltona
hugevarietyofconceptsandideas,manyofthem
evencontradictories.Wedofindoutstimulatingand
chalengingthisdificulty,asapuzzletosolveinthe
fictionist(andcreative)ofbuildingidentities.
Inrelationtothischalenge,the・Botijo(earthen-
warepitcher)Fakir・(picture1),embodiesthecompli-
cateendeavortosolve.Thenailsthatarealaround
thesurfacerepresentsthesharpnessandroughnessof
facingtheSpanishidentity,fragmentedbutenriched
bydiferentculturesandlanguageswhichsharesa
relativelysmalcountry.Thefakirbedofnailsislike
thegroundwhereunderliesthecomplexSpanishiden-
tity.Inaddition,theartwork・Earthenwarepitcher
Duchamp・(picture6)isdirectlyinspiredbythe
ChineseartistZhouWendu,・(Notitle・,picture2),
whodestroys(deconstruction)anurinaryofDuchamp
(Fontaine)tocreateasortofanewMingdynasty
Vase(reconstruction).
OntheotherhandtheJapaneseartistMurakami
workscloselyremakingtheJapanesevisualculture,
whichinspirestheSpanishKityproject(pictures3,4,
5),whichsubsequentlycombineglobalwithlocal.
Thiswayofmakingartprobablysupposesfor
manySpaniardsafiction(evenadelirium),butinde-
spiteofitsfictionalcharacter,ithappentobeex-
tremelyrecognizablebyeveryone.
5.Conclussionandposibilitiesineducation.
AJapaneseandSpanishpointofview
Folowingtheaforementioned,andinorderto
workthroughtheculturalheritageinSpain,ｗedo
believethatearthenware,oneofthemostimportant
craftsinSpain,isaprivilegedwayforthisapproach
forculturalrecycling,rediscoveringobjectsandicons
oftheculturalheritage,balancingreflectionandirony.
Also,weshouldincorporateconceptssuchasjustice,
truthandmercy,soimportantforourrecenthistory.
Underthesecircumstances,reconstructionisaneces-
saryconcepttoreducetheefectoftheconflictsthat
arestildividingtheSpanishsociety.
Forthepurposeofexpandingthepossibilitiesin
education,flexibleresponsestoreceivethemovement
oftheworld・svisualculturesandthenational・sown
cultureinanaturalwayarenecessary.Needlessto
say,alkindsofvisualinformationareflowingaround
childrenthroughthemedia.Inthepast,wehadan
opportunitytoanalyzechildren・sartworksfrom
Spain,Korea,TaiwanandJapan(YouthCulturefrom
Teenager・sDrawings,2012),wherewewereableto
confirmthefactthatthecharacters,iconsandphe-
nomenaofvarioussub-culturesprovidedthroughthe
mediamovedbeyondnationalboundariesandwere
influencingtheartisticexpressionofchildren.Inthe
classroom・spracticeswithoutstrictregulationsby
teachers,children・sexpressionswerehighlyfreeand
flexible.
Theissueseemstobewiththeteacherswhoarein
thepositionofacceptingsuchglobalvisualcultures.
Theculturalexchangesinartdiscussedinthisarticle
havebeenconductedquitenaturalythroughoutthe
longhistoryofhumankind.Ofcoursetherewerea
numberofpeoplewhoatemptedtoactivelyinteract
withtheSpanishartistsasJoanMir・throughpoetry,
suchasdidShuzoTakiguchi(ShuzoTakiguchi,Joan
Mir・,Heibonsha,1978).
However,inthesamewayasUkiyo-eduringthe
endoftheEdoPeriod,whichwasfirstlyappreciated
bytheWesternersasJaponismandwhichthenmade
theJapaneserealizeitsvalue(Tsuji,2005),thecurent
sub-culturessuchasanimationsandcomicswerealso
firstlyacclaimedoverseasandthenreceivedatention,
whichelevatedthevalueoftheseworkstotheposi-
tioninwhichtheywerepickedupbythearteducation
inJapan.Japanesepeoplemayhaveatendencyfornot
easilyrealizingthevalueofthecultureoftheirown
country.Thesamecanbesaidoftheteachersin
EuropeancountriessuchasthoseinSpain,whichhas
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suchawonderfularthistory.
Weshouldnotforgetthatunderstandingthevalue
ofourownculturegeneratesflexibleculturalex-
changes,whichwilleadtothecreationoffurthernew
expressions.Childrenhaveanabilitytoacceptcul-
turaldiferencesflexibly.Forarteducation,thisisa
crucialpoint.
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Picture3.SnakeKities,Romero.Porcelaine Picture4.SnakeKity(middle),Romero.Raku.
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